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ABSTRACT 
Gameplay frequently involves a combination of positive and 
negative emotions, where there is increasing interest in how 
to design for more complex forms of player experience. 
However, despite the risk that some of these experiences may 
be uncomfortable, there has been little empirical 
investigation into how discomfort manifests during play and 
its impact on engagement. We conducted a qualitative 
investigation using an online survey (N=95), that focused on 
uncomfortable interactions across three games: Darkest 
Dungeon, Fallout 4 and Papers, Please. The findings suggest 
games create discomfort in a variety of ways; through 
providing high-pressure environments with uncertain 
outcomes and difficult decisions to make, to the experience 
of loss and exposing players to disturbing themes. However, 
while excessive discomfort can jeopardize player 
engagement, the findings also indicate that discomfort can 
provide another facet to gameplay, leading to richer forms of 
experience and stimulating wider reflections on societal 
issues and concerns.  
Author Keywords 
Player experience; uncomfortable interactions; emotion; 
emotional challenge; reflection.  
CSS Concepts 
 Human-centered computing ĺ Empirical studies in 
HCI  
INTRODUCTION 
Within the area of games and HCI, there has been a recent 
shift towards understanding more complex forms of player 
experience, such as investigating the interplay between 
positive and negative emotion [4], and exploring the concept 
of emotional challenge [5,12]. In addition, a growing number 
of commercial games are exposing players to difficult 
themes, such as alcoholism and abuse e.g., Papo & Yo [G6], 
and the morality of killing e.g., Spec Ops: The Line [G11]. 
Smethurst & Craps [36] also suggest that over the last two 
decades, video games have increasingly incorporated aspects 
of trauma, from players witnessing traumatic events to acting 
as perpetrators of trauma themselves. However, despite the 
fact that these experiences are likely to make players feel 
uncomfortable, player discomfort has rarely been 
investigated explicitly.  
Uncomfortable interactions have been a focus in wider HCI 
research, specifically in the context of interactive 
performance and public installations [2,3]. Benford and 
colleagues [2] argue there is value to be had from such 
experiences, whether through entertaining or enlightening 
users, or creating opportunities for social bonding. Building 
on this line of research, work in the area of games has 
explored physical or social forms of discomfort [8,10,17]; 
alongside psychological forms of discomfort caused by 
horror games [14,27,28]. There have also been some initial 
steps towards exploring emotional discomfort and when this 
may lead to positive or negative player experience [22]. 
Nevertheless, there is still much to be understood about how 
discomfort is caused in digital games, the different forms of 
discomfort that players experience and how discomfort 
influences overall engagement.  
In this paper, we explore these questions through presenting 
the findings of a qualitative analysis of 95 responses to an 
online survey. The survey focused on player experiences of 
discomfort in relation to three pre-selected games: Darkest 
Dungeon [G7], Fallout 4 [G2] and Papers, Please [G1]. The 
findings indicate how discomfort results from uncertainty in 
high pressure environments (creating anxiety and fear); 
when things do not go as planned (leading to frustration and 
feeling foolish); being provided with much responsibility but 
limited choices (creating anxiety and guilt), the tragedy of 
losing an in-game character (resulting in sadness and 
helplessness) and unwanted exposure to disturbing themes 
(leading to disgust and nausea). To process these intense 
emotions and experiences, players often needed time and 
distance from the game. While for some there was a risk that 
discomfort could jeopardize engagement, it often appeared 
to facilitate richer forms of gameplay experience. In addition, 
discomfort was also seen to act as a catalyst for reflections 
on wider societal issues and concerns. Thus, the main 
contribution of the paper is to present a deeper understanding 
of uncomfortable gameplay experiences that explains what 
causes them, what emotions they invoke and how players 
respond to them.  
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RELATED WORK  
Uncomfortable interactions and games 
Within HCI, Benford et al. describe uncomfortable 
LQWHUDFWLRQVDVWKRVHWKDW³FDXVHDGHgree of suffering to the 
XVHU´ >, p. 2005]. They argue that such interactions can, 
when carefully and ethically managed, provide benefits such 
as entertainment, enlightenment and social bonding. In 
addition, they describe four main types of discomfort: 
visceral (caused by unpleasant sensations or pain), cultural 
(caused by difficult themes and associations); control 
(caused by surrendering or gaining responsibility) and 
intimacy (caused by distorting social norms).   
While the examples provided in the work of Benford and 
colleagues [2,3] tend to focus on interaction within contexts 
such as interactive rides and public installations, there has 
been an emerging area of work applying the concept of 
uncomfortable interaction to digital games. For instance, 
Musical Embrace [17], takes inspiration from causing 
discomfort through intimacy, where the game utilizes a 
pillow-OLNHFRQWUROOHU WKDWQHHGV WREH µKXJJHG¶E\SOD\HUV
from both sides. In another example, where designers focus 
on physical and cultural discomfort, the two-player game 
Taphobos requires one of the players to be enclosed in a 
coffin whilst wearing a VR headset [8].  
Related to the concept of uncomfortable interaction, abusive 
game design aims to challenge normative game design in a 
variety of ways e.g., through inflicting physical pain, 
incorporating unfair mechanics or causing embarrassment 
[39]. For instance, the authors [39] describe Dark Room Sex 
Game [G5], which involves players using motion controllers 
in a rhythmic fashion to simulate a sexual experience. There 
game relies purely on audio and haptic feedback and the 
imagination of the players as they participate in this a 
socially awkward party game.  
Negative emotions in player experience 
The examples provided thus far have all been created to test 
the boundaries of play by exposing players to specific forms 
of interaction. With respect to mainstream games, and more 
typical player experiences, the literature is increasingly 
indicating that negative emotional experiences, are a 
surprisingly common part of gameplay.  
Horror games are an obvious example where players may 
experience uncomfortable emotions such as fear [e.g., 8,12]. 
Frustration has also long been known to result from dealing 
with the challenges of play [20,24,26] but recent work has 
focused more explicitly on understanding a wider range of 
emotional experience. For instance, Carter and Allison [11] 
examine the negative emotions that arise when one player 
kills another in DayZ [G4]. While killing in many other 
multiplayer shooters rarely makes players feel bad, the 
consequences of permadeath and the ability to attack others 
even when they do not pose a threat, seem more likely to 
result in feelings such as guilt and regret. Nonetheless, the 
authors conclude by suggesting that the popularity of the 
JDPHLQGLFDWHV³DQLQWHQVHEUXWDOH[SHULHQFHSHSSHUHGZLWK
PRUDODQJXLVKDQGJXLOW´LVSUHFLVHO\ZKDWDSSHDOVWRDayZ 
players.  
In other work investigating emotionally moving moments in 
games, Bopp et al. [4] found sadness to be the most 
frequently reported emotion, which was often evoked after 
the loss of a character that the player was attached to. Other 
negative emotions include shock, anxiety, fear, frustration 
and guilt. Despite the fact that the vast majority of reported 
experiences involved negative or mixed affect, players also 
found these moments to be rewarding, as reflected in the high 
ratings of both enjoyment and appreciation scales (developed 
by [32]). While focused explicitly on emotionally moving 
moments in games, as opposed to purely uncomfortable 
experiences, the findings of Bopp et al. [4] indicate that 
negative emotions can play a role in supporting positive 
player experiences.  
Another avenue of research that provides insight into player 
discomfort is related to the concept of emotional challenge 
[12]. While Bopp and colleagues [5] found the primary 
negative emotion for conventional forms of challenge was 
frustration, in contrast, emotional challenges were mainly 
associated with sadness, fear and tension. These emotions 
primarily resulted from having to deal with difficult themes 
(e.g., death, illness, torture) and engaging with difficult in-
game decisions (e.g., having to choose between options with 
unclear consequences). Again however, despite experiencing 
situations that involved negative emotions that were 
sometimes intense, players tended to frame these challenges 
DVSDUWRIDJDPH¶VDSSHDOHJE\SUDLVLQJWKHSORWRUTXDOLW\
of the writing.  
The value of discomfort  
The previous section indicates how players experience 
moving moments and emotional challenge in games that are 
played for entertainment. Other research has also suggested 
that uncomfortable gameplay experiences can facilitate 
enlightenment, particularly when they cause empathy and 
increase understanding around a particular issue [1,18]. 
Similarly, extreme live action role-playing experiences have 
been found to involve intense negative emotions, yet still be 
gratifying to players. Montola [31] describes how, in games 
focused on to themes such as sexual assault and societal 
collapse, discomfort is a key part of providing players with 
personal insight into extreme situations or the darker side of 
humanity. In addition, the intensity of the experience also 
allows players to bond with each other and form 
relationships that continue after the game is complete.  
In work focused on digital games, Jørgensen [22,23] 
describes how players experience positive forms of 
discomfort when gameplay is interpreted as meaningful to 
the player. For instance, players of Spec Ops: The Line [G11] 
reported having a highly uncomfortable yet positive 
experience, due to the ways in which the game subverted 
genre expectations, highlighted negative consequences, and 
utilized reversal mechanisms to create drama [22]. Based on 
a small set of focus groups discussing personal experiences 
of discomfort, and watching video clips of four different 
games [23], Jørgensen¶VILQGLQJVLQGLFDWHWKDWIRUGLVFRPIRUW
to be viewed as positive, the events causing it need to make 
sense in context (e.g., are not seen as being over the top) or 
they need to prompt further reflection.  
The literature also suggests complicity is a key factor in 
discomfort [22,23,36]. In their close reading of the Walking 
Dead: Season 1 [G10] from a trauma-theoretical perspective, 
Smethurst and Craps [36] argue that it is the combination of 
inter(re)activity (where the game responds to player actions), 
empathy, and complicity that creates distressing moments in 
games. Players may not only witness traumatic events but 
can also inflict trauma on those around them. However, 
given the type of analysis carried out, it is unclear whether 
players themselves experience such instances as personally 
traumatic. 
While the literature indicates that players often value 
negative emotional experiences [5,12,22], and may be able 
WRGLVWDQFHWKHPVHOYHVE\SRLQWLQJRXWµLW¶VMXVWDJDPH¶[31], 
there is still much we do not understand about the nature of 
the discomfort experienced in games. While emotionally 
moving moments in games [4] and emotional challenges [5] 
often involve negative emotions, these may not all be 
experienced as uncomfortable. As suggested by Bopp and 
colleagues [4], there is a need for an explicit focus on 
uncomfortable forms of player experience, to find out more 
about what causes discomfort in games and the emotions 
associated with it. The study reported in the current paper 
aims to investigate the different types of discomfort 
experienced by players, how these are caused, and what 
impact they have on overall engagement.  
METHOD 
Overview 
Given the focus on uncomfortable player experience, we 
sought to minimize the potential discomfort that 
participation could involve. First, we adopted an online 
survey format, as this is less intrusive and allows for 
anonymity, whilst giving respondents time to reflect on their 
answers and decide what they would like to share [16,21,25].  
Second, the survey introduction was explicit about the nature 
of the study, where participants were asked to choose an 
experience that they were comfortable explaining and 
reflecting upon. They were also told they could take a break 
by saving their responses, reminded of the importance of 
self-care and provided with links to organizations such as the 
Befrienders Worldwide that they could contact if they did 
experience any distress. In addition, participants were asked 
to check separate boxes to confirm: they were over 18, they 
understood they could withdraw from the study, they 
XQGHUVWRRGWKHVWXG\ZRXOGDVNWKHP³WRUHFRXQWDQGUHIOHFW
on an HPRWLRQDOO\XQFRPIRUWDEOHH[SHULHQFH´DQG they had 
read the information provided with and consented to taking 
part in the study.   
Finally, we selected the games that we asked people about in 
advance, to avoid particular games that may trigger trauma 
in either the participants or the researchers (see [30] for a 
discussion on protecting researcher wellbeing). Selecting 
games that are familiar to the researchers can also facilitate 
a deeper analysis, due to a greater familiarity with context 
and game-specific terminology.  
Phase 1: Game Selection  
Examining user reviews on Steam 
To select games for our study, we looked to user reviews to 
generate insight into experiences that involved discomfort. 
Based on previous literature [22,31], we defined discomfort 
as involving an intense negative emotional response. Due to 
its popularity [9], we examined user reviews on Steam, 
developed by Valve Software.  
We first examined the 200 most applied game tags. In an 
effort to avoid restricting the data to a specific type of game 
or gameplay, tags for game genre (e.g., Fantasy, Horror) and 
game features (e.g., Multiplayer, Female Protagonist) were 
removed. The final set of discomfort related tags included: 
Violent, Gore, Story Rich, Difficult, Atmospheric and Dark. 
)RUHDFKRI WKHVH WKH WRS WHQ³0RVW3RSXODU´JDPHVZHUH
collated, resulting in a total of 43 titles after duplicates were 
removed. For each title, the top 60 reviews were collected. 
Any review under 20 words was discarded since this would 
be less likely to contain useful information. The approach led 
to a sample of 1249 reviews. A custom Javascript program 
was developed to randomize and anonymize reviews. 
Reviews were retained if they met one of the following 
criteria: (1) the reviewer had to explicitly state they had 
experienced some form of discomfort (e.g., ³,IHOW«´RU³,
ZDV«´ RU  RU VXJJHVW that the game included 
XQFRPIRUWDEOH H[SHULHQFHV HJ ³3HRSOH ZKR DUH HDVLO\
XSVHWPLJKWQRWZDQWWRSOD\WKLV´$IWHUUHYLHZLQJWKHGDWD
only 34 reviews were found matching the criteria, from 18 
different titles. 
The small size of the resulting data set suggests user reviews 
may not be the most appropriate way to gain insight into 
emotional states. However, the reviews included did refer to 
LQWHQVH HPRWLRQV ³, EURNH P\ LQJ NH\ERDUG´ 5
and lingering feelinJV³GRQRWSOD\WKLVJDPHIRUWKHZKROH
GD\LWLVQ¶WJUHDWIRU\RXUKHDOWKDQG\RXGRQ¶WZDQWWRJHW
DQJU\ IRU WKH ZKROH GD\´ 5 2WKHU UHYLHZHUV DOVR
mentioned detrimental effects to physical and mental health 
³DWWKHHQGRIDSOD\VHVVLRQ\RX
OOKDve a migraine and be 
on the verge of a stress-LQGXFHG EUHDNGRZQ´ 5
Negative emotions such as fear and feeling disturbed, were 
frequent, particularly for games with horror themes and 
aesthetics.  
The final set 
For the final set of games we focused on those that were 
mentioned more than once, and on those that the research 
team were familiar with. This left three titles, Darkest 
Dungeon, Fallout 4 and Doki Doki Literature Club [G9]. We 
decided not to use Doki Doki Literature Club as it deals with 
topics such as suicide, depression and abuse and we wanted 
to minimize the chances that taking part in our study would 
create distress in people who had previously been affected 
by the game. The decision was also made to protect 
researcher wellbeing [30]. Instead, we selected Papers, 
Please as an alternative since it is a well-received game (with 
µRYHUZKHOPLQJ SRVLWLYH¶ UHYLHZV on Steam) that also 
addresses serious issues (immigration and authoritarianism) 
but in a less shocking way. The game is also frequently 
discussed in literature [e.g., 5,12,15]. 
The three titles differed in terms of both genre, mechanics 
and content. Darkest Dungeon is a 2D dungeon crawler. The 
characters are randomly generated and the player manages 
their actions in turn-based combat. One of the main 
PHFKDQLFVLVµVWUHVV¶ZKLFKLVDFFXPXODWHGWKURXJKFHUWDLQ
actions and loss of light. Characters with too much stress are 
less likely to obey player commands, and more likely to act 
in ways that will increase the stress of others and increase the 
chances of their own death. At the time of submission, the 
JDPHUHYLHZVRQ6WHDPDUH³9HU\3RVLWLYH´RI
user reviews are positive).   
Fallout 4 is an open-world RPG set in the USA after a nuclear 
war. The player character was frozen before the war and 
awakes to witness the murder of their spouse and kidnap of 
their baby. They are on a mission to search for their child. In 
addition to side stories and companions that earn affection if 
you act according to their morals, there are also factions to 
join and settlements you can manage. At the time of 
VXEPLVVLRQ WKH JDPH UHYLHZV RQ 6WHDP DUH ³0RVWO\
3RVLWLYH´RI89,550 user reviews are positive).  
Papers, Please is a game where you play a border guard in a 
fictional Eastern European country in the 1980s. Your role is 
to check the papers of people wishing to enter the country 
and this becomes more complex as the game continues with 
new documents to be checked. Each successful check earns 
money, which you need to feed and house your family; failed 
checks are penalized. At the time of submission, the game 
UHYLHZVRQ6WHDPDUH³2YHUZKHOPLQJO\3RVLWLYH´ RI
23,029 user reviews are positive). 
Phase 2: Questionnaire study 
Participants 
Selecting the games in advance also allowed for targeted 
recruitment of the survey through discussion boards and 
subreddits. To incentivize participation, respondents were 
offered to chance to win one of ten £20 vouchers.  
111 responses were collected, 16 were discarded as spam or 
for not answering the question, resulting in a total of 95 
responses. Of these, 75 participants were male (78.9%), 17 
were female (17.9%) and 3 were non-binary (3.2%). The 
mean age was 25.56 (SD: 8.23). Participants were generally 
experienced gamers with 44.2% playing between 11-20 
hours a week and only 3.2% stating they play for less than 3 
hours a week. Participants came from all over the world but 
the majority were from Europe or the USA (88.4%).  
Table 1 displays a breakdown of age and gender for each 
game. There was a very high proportion of male respondents 
for Darkest Dungeon (95%), whilst respondents for Fallout 
4 appeared to be a bit older (mean age: 30.18). 
Procedure  
At the start of the survey, participants were provided with 
study information, which included links to mental health 
support organizations in the event they experienced any 
distress. The survey explained that we were interested in 
experiences that related to emotional as opposed to physical 
discomfort (e.g., motion sickness). Participants were asked 
to confirm consent and which of the three games their 
experience related to. After doing so they were informed:  
³7KH IROORZLQJVHFWLRQVZLOODVN\RXDERXW VRPHWKLQJ WKDW
happened in a digital game that made you feel 
uncomfortable. Please use as much or as little detail as you 
OLNH´ 
We did not provide a definition or examples as we did not 
want to limit players in reporting what they had experienced 
DVµXQFRPIRUWDEOH¶ 
In addition demographic items and questions about game 
playing habits, the survey contained open questions in the 
following order about why they had wanted to play the game 
initially, what happened in the game that made them feel 
uncomfortable, what emotions they experienced, whether 
they were expecting the event or situation to occur, whether 
they were expecting to feel uncomfortable about it, whether 
the experience had affected them afterwards, and if they had 
shared this experience with anyone else.   
Analysis  
The data was analyzed using inductive thematic analysis, a 
method for identifying and interpreting patterns across 
datasets, as outlined by Braun and Clarke [6,7]. Our aim was 
to develop an in-depth understanding of how people 
experience discomfort in games and how this discomfort 
influences their engagement. An iterative coding process was 
adopted by the researchers, where codes were revised and 
discussed throughout. The analysis involved multiple cycles, 
JUDGXDOO\ PRYLQJ IURP EURDG FRGHV VXFK DV ³IHDU´ DQG
³XQFHUWDLQW\´WRPRUHFRPSOH[WKHPHV,QWKHODWHUVWDJHV
codes were grouped together into a set of provisional themes 
HJ ³)RUFHG FKRLFHV´ 7KHVH SURYLVLRQDO WKHPHV ZHUH
 
Total 
responses 
Mean age M F NB 
Darkest 
Dungeon 
40 
23.40 
(SD: 5.96) 
38 2 0 
Fallout 4 28 
30.18 
(SD: 10.99) 
19 8 1 
Papers, 
please 
27 
23.96 
(SD: 5.79) 
18 7 2 
Table 1. Breakdown of responses and demographics by game 
(M = male, F = female, NB = non-binary) 
applied to the coded data set, before being refined and re-
applied to the full data set to determine overall fit.  
FINDINGS 
The final set of themes are presented in Table 2. The first five 
relate to nature of the discomfort experienced by players and 
what caused it, while the other three themes indicate how 
discomfort impacted overall player engagement.  
 
The nature of discomfort    
1. The persistent pressure of uncertainty 
2. :KHQWKLQJVGRQ¶WJR\RXUZD\ 
3. Great responsibility, limited power 
4. The tragedy of loss 
5. Unwanted exposure to disturbing themes 
Impact on player engagement  
6. The need to process uncomfortable experiences 
7. Discomfort as contributing to a richer gameplay 
experience 
8. Discomfort as a catalyst for reflection on life, the 
universe and everything 
Table 2: List of final themes 
Quotes are used to illustrate each theme, where each is 
labelled with a participant number. 
The nature of discomfort 
Theme 1: The persistent pressure of uncertainty  
The first theme is focused on the different ways in which 
games utilize uncertainty to apply persistent or repeated 
forms of pressure on players. The dominant emotions 
reported in relation to this theme were fear and anxiety.   
One way that games can increase pressure is through the use 
of visuals and sound design to create suspense. In Darkest 
Dungeon, enemies were referred tR DV ³SUHWW\ UHSXOVLQJ´
ZKHUH WKH ³UHDOO\ WHUULEOH PL[ RI PXWDWHG DQLPDO DQG
GHIRUPHGKXPDQKLWPHULJKWLQP\ERQHV´37KHDXGLR
also had an effect, adding to the tense atmosphere in the 
JDPH HJ ³7KH FRPELQDWLRQ RI SLJ VTXHDOV UDSLG ORXG
music >«@ FUHDWHG UDWKHU LQWHQVH DQ[LHW\´ 3 +RUURU
tropes are also used in Fallout 4 to create discomfort. For 
instance, in a section in the game where the player is being 
VWDONHG WKURXJKDEXLOGLQJE\DPRQVWHU3UHSRUWHG³7KH
whole experience is very sLPLODUWR>WKHILOP@$OLHQ´In a 
different section of the game, another participant reported:  
³The limited visibility made me feel claustrophobic and 
anxious, every little noise made me jumpy. I really 
wanted to leave but had to keep going to continue the 
story, so I was relieved when I got to leave´3 
In addition, uncertainty appears to be amplified by surprise 
enemy encounters, leading others to describe Fallout 4 as a 
³KLJK WKUHDW HQYLURQPHQW´ 3 3DSHUV 3OHDVH ZDV DOVR
GHVFULEHGDV³KLJKO\VWUHVVIXO´GXHWRKDYLQJWRWU\DQG³keep 
up with the rules that kept changing´ 3 DV WKH JDPH
progressed. Similarly, P67 highlights how sustained pressure 
is created through being given ³so little time to make 
decisions´ ZKLOH 3QRWHV WKHUH LV ³a lot of uncertainty´
around the possible effect of your choices. 
Out of the three games, Darkest Dungeon was particularly 
noted for being ³LQKHUHQWO\ GLIILFXOW´ 3 8QFHUWDLQW\
PDQLIHVWHG LQ WKH UDQGRPL]HG HIIHFWV RI WKH µ6WUHVV¶
mechanic that players consistently have to keep an eye on 
when playing through dungeons. If stress levels get too high, 
things could go very wrong very quickly. As a result, players 
IUHTXHQWO\ IHOW ³SDQLF´ 3 ³VLQFH \RX
UH JHQHUDOO\
XQDZDUH RI ZKDW
V DKHDG RI \RX´ 3 $V 3 IXUWKHU
explains WKH JDPH LQYROYHV ³FDUHIXOO\ SOD\LQJ WKH RGGV´
ZKHUH\RXPD\H[SHULHQFHVRPH³WUXO\DZIXOOXFN´ 
7KHPH:KHQWKLQJVGRQ¶WJR\RXUZD\ 
When negative events occurred, players experienced a range 
of uncomfortable emotions including high levels of 
frustration and anger, but also helplessness, self-doubt and 
even foolishness. They also felt sad when their poor 
performance affected in-game characters.  
In relation to Darkest Dungeon, P74 describes how high 
µVWUHVV¶LQRQHFKDUDFWHUFUHDWHGDVLWXDWLRQWhat led to:  
³LQFUHDVLQJ WKH VWUHVV RI WKHPVHOYHV RU RWKHU SDUW\
members, which could cause a domino effect >«@
although deaths from direct enemy attacks also 
happened in-game, stress related deaths and quest 
failures were especially frustrating´ 
Others UHSRUWHG IHHOLQJ ³SRZHUOHVV´ 3 RU ³KHOSOHVV´
(P26) when they felt they were unable to cope with the 
challenges Darkest Dungeon presented them with.  
Failure could also take many forms. For instance, in Fallout 
3H[SODLQVKRZWKH\IHOW³VDGDQGDQJU\´DIWHUZKDWWKH\
IHOWWKH\KDGPDGH³WKHZURQJFKRLFH´E\VLGLQJZLWKan in-
game character¶s synthetic double, and assisting in the 
murder of his human counterpart. The episode has such an 
impact, it convinced the player to switch factions in the game 
DQG WR ³JR RXW RI P\ ZD\ WR NLOO V\QWKV´ 0DQ\ DOVR WRRN
failure to heart, particularly when an event personally 
resonated with them e.g., in relation to Papers, Please, a 
participant refers to having failed to make enough money to 
buy their in-game son some crayons for his birthday:  
³)RUZKDWHYHUUHDVRQ,ZDVLQDVOXPSDQGFRXOGQ¶WNHHS
a quick turnaround rate. It just made me picture someone 
WHOOLQJ WKLV SRRU FKLOG ZKR¶V VFDUHG DQG KXQJU\ DQG
cold, that his birthday is met with no gifts and just... it 
broke his heart DQGPLQH´3 
Some players responded to failure by questioning their own 
confidence and skills. For example, after losing their heroes 
in Darkest Dungeon 3 GHVFULEHV IHHOLQJ ³VWXSLG
RYHUFRQILGHQWDQGIRROLVK>«@,UHIOHFWHGRQZKHWKHU I was 
capablHRIRYHUFRPLQJWKHFDPSDLJQDWDOO´2WKHUVORRNHG
H[WHUQDOO\FODLPLQJWKH$,ZDV³FKHDWLQJ´3WKHJDPH
PD\EH³EXJJHG´3RUH[SUHVVLQJµIXU\¶DWDFKDUDFWHUZKR
³PLVVHGWLPHV´WKXVPDNLQJDQRWKHUJR³mad´ (P49).  
Theme 3: Great responsibility, but with limited power 
The next theme relates to the discomfort experienced by 
players when they know they are responsible for making a 
choice in the game and are aware those choices are likely to 
involve negative consequences. The effect is further 
amplified by reducing player agency through presenting 
them with limited choices that put different goals into 
conflict. While making a difficult choice creates anxiety, 
players also feel guilt after a choice has been made, 
particularly in situations where they have empathized with 
other character who is affected negatively.  
For instance, when playing Fallout 4, one respondent 
GHVFULEHGIHHOLQJXQFRPIRUWDEOHDERXWWKH³GLIILFXOWFKRLFHV´
WKH\ ZHUH JLYHQ DQG IHHOLQJ ³IUXVWUDWLRQ DW KDYLQJ DJHQF\
UHPRYHG´3Similarly, P17 recounts an experience that 
PDGHWKHPIHHO³+RUURUJXLOWDQGVKDPH´DVWKH\IHOWSXVKHG
LQWR D SDUWLFXODU GLUHFWLRQ DV ³DQ\ RWKHU RXWFRPH ZDV
QDUUDWLYHO\XQGHVLUDEOH´ 
In Darkest Dungeon, as part of the final boss fight, the player 
must choose to sacrifice a character from their party, 
otherwise they cannot complete the game. In addition to the 
experience of loss (see below), this is made all the worse by 
the fact the player is forced to make this choice themselves. 
For P23 this made them feHO³Really stressed and anxious. I 
also had a sense of overwhelming dread´EHFDXVH 
³%HIRUHZKHQDFKDUDFWHUGLHGLWZDVQ
WHQWLUHO\P\IDXOW
It was the enemies that did it. But now I was the one 
NLOOLQJWKHP´ 
P31 felt similarly complicit where ³All I could do was watch 
them die and it was my fault."  
In Papers, Please players frequently weighed up negative 
consequences e.g., ³<RX KDYH WR FKRRVH EHWZHHQ KHOSLQJ
them which penalizes you and turning them away which pays 
\RX´ 3 &KRLFHV DUH PDGH DOO WKH more difficult when 
SOD\HUV HPSDWKL]H ZLWK RWKHUV ³'R , JHW SXQLVKHG IRU
making a mistake, or not listen to them and let them live in 
PLVHU\´"30DQ\DOVRPHQWLRQHGa decision concerning 
whether to let a woman with incorrect papers go through to 
join her husband i.e. between letting them be together and 
GRLQJWKHLUMRE7KHHYHQWOHGWRIHHOLQJVRI³*XLOWVHFRQG-
KDQGFRQFHUQIHDURQWKHLUEHKDOI´3DQGFRQFHUQ³LW
OO
have ramificatiRQV ODWHU´ 3 ,Q DGGLWLRQ WR HPSDWK\
uncertainty can play a role here, where players are unsure of 
the impact of their choices.  
Theme 4: The tragedy of loss 
The experience of loss led to players feeling sadness and 
grief, where discomfort was exacerbated by a strong 
attachment to characters that had died. In addition, guilt was 
experienced when they felt responsible for their death. 
Despite the fact that characters in Darkest Dungeon are 
randomly generated, players reported feeling attached after 
investing time and energy into levelling them up and giving 
them names e.g., P61, P6. When these characters died, many 
H[SHULHQFHGDUDQJHRIHPRWLRQVHJ³I felt a deep sadness, 
foolish for not preparing better, guilt for not doing more, and 
a deep feeling of regret´ 3 6LPLODUO\ 3 describes 
feeling: ³Despair, when Dismas died >«@ Grief, as I fled 
with my only survivor and returned to the Hamlet´.  
Players could also experience discomfort in situations that 
they were not in control of but still felt a personal connection 
to. For instance, with respect to the opening of Fallout 4, P85 
H[SODLQV ³$V D IDWKHU DQG KXVEDQG WKLV VFHQH LQYRNHG
feelings of fear and anger as I could put myself in the 
FKDUDFWHU
VVKRHV´6LPLODUO\DQRWKHUSDUWLFLSDQWUHIHUVWRa 
quest that involved following a distress signal, only to find 
that the sender had been dead for a long time:  
³,SUREDEO\VDWIRUDJRRGILYHPLQXWHVFU\LQJRYHUWKLV
poor woman, feeling how desperately alone she must 
have felt, picturing what her last forlorn and hopeless 
WKRXJKWVPXVWKDYHEHHQ´3 
In addition, players could be affected by witnessing how 
other characters reacted to death. For example, P30 referred 
to an instance in Fallout 4 where they saw a raider (a human 
enemy) mourning a fallen FRPUDGH$VDUHVXOW WKH\³)HOW
uncomfortable and guilty about killing raiders, as it 
humanised them, as they only try to kill you to survive 
DQRWKHUGD\´7KHHYHQWFKDQJHGhow they played the game, 
where they began to seek more diplomatic ways to resolve 
conflict.  
Theme 5: Unwanted exposure to disturbing themes 
The final theme in this section focuses on how participants 
experience high levels of discomfort when a game exposes 
them to disturbing themes such as sexual abuse or assault. 
The exposure here was not just unexpected but potentially 
unwelcome, where players reported feeling uneasy, 
disgusted and nauseous as a result.  
For instance, in an example relating to third party content, a 
participant described a mod for Darkest Dungeon that 
contained overly sexualized character designs: 
³:KDWPDGHLWGLVWXUELQJKRZHYHUZDVWKDWWKLVJLUOZDV
completely naked barring restraint straps, blindfold and 
)*0SLHUFLQJVZLWKFKDLQV´3 
7KHSDUWLFLSDQWIHOW³DSSDOOHGDQGGLVJXVWHG´E\WKHGHSLFWLRQ
of the girl (GHVFULEHGDV³SUH-pXEHVFHQW>«@ZLWKH[WUHPHO\
HQGRZHGEUHDVWV´$VDUHVXOWWKH\UHIXVHGWRSOD\WKHPRG
and reported it to Steam.  
In Papers, Please participants reported discomfort when 
encountering stories related to the murder of a child predator 
or sex trafficking (e.g. P40, P56) and also when engaging in 
³UDQGRP µVHFXULW\ FKHFNV¶ WKDW VKRZHG WKH SL[HODWHG
FKDUDFWHUVQDNHG´ 3WKDW IHOW³ZHLUGO\ LQYDVLYH´ 3
6LPLODUO\ LQ )DOORXW  WKHUH ZDV ³8QHDVH 'LVFRPIRUW
6OLJKW IHHOLQJ RI QDXVHD´ 3 DW HQFRXQWHULQJ
where the population was all male, except for one female. 
While P25 was DZDUHWKDWWKHVHVRUWRI³H[SHULPHQWVZHUHD
SDUW RI WKH ORUH LQYROYLQJ WKH 9DXOW PDNHUV´ WKH\ ZHUH
shocked by the implication of sexual assault. In the same 
game, P44 reported struggling with a backstory of an NPC 
that covered parental abuse, slavery and murder where they 
IHOW ³GLVWLQFWO\ XQFRPIRUWDEOH OLNH , ZDV OLVWHQLQJ WR
something I didn't want to hear and would rather be 
DQ\ZKHUH HOVH´ ,Q WKLV FDVH WKH\ IRXQG WKe narrative 
VRPHZKDW MDUULQJDQG VWDUWHG WR TXHVWLRQ ³ZK\ WKH ZULWHUV
SXWLQVXFKFRQWHQW´DVLWIHOWRXWRISODFHLQrelation to the 
rest of the game.  
Impact on players 
Theme 6: The need to process uncomfortable experiences  
For some players discomfort was short-lived, and so they 
³MXVW SRZHUHG WKURXJK´ 3 $V 3 H[SODLQV ZKLOH
Darkest Dungeon FDQKDYH\RX³DWWKHHGJHRI\RXUVHDW>«@
Ultimately, I could easily distance myself from the game's 
ILFWLRQDOVHWWLQJRQFHLWZDVRYHU´)RUPDQ\KRZHYHUWKey 
needed a break to process their feelings. This could be short, 
e.g., P91 took 5 minutes after from a surprise attack in 
Fallout 4 WRUHGXFH WKHLU³KLJKKHDUWUDWH´RUPXFK ORQJHU
e.g., ³,GLGQ
W WKLQN ,
G ORVH DQ\RQH [in Darkest Dungeon] 
>«@,VWHSSHG away from my computer, sat on the couch, and 
IHOWVRUU\IRUDZKLOH´3 
The distance was usually required for emotional processing, 
as in the case of P10 who describes how they wrote a log for 
Darkest Dungeon ³GHWDLOLQJ WKH lives and deaths of 
characters´ DVD³coping mechanism to allow me to release 
emotions.´:KHQSOD\LQJ3DSHUV3OHDVH3DOVRUHSRUWHG
KDYLQJWR³SDXVHSlaying the game and take a few minutes to 
sit and reflect on life´ VR WKH\ FRXOG UHFRYHU IURP IHHOLQJ
³GHVWUR\HG´DWQRWPDNLQJHQRXJh money for their in-game 
family. A few also discussed their experiences with others 
HJ3UHIHUUHGWRVKDULQJ³harrowing stories´RI'DUNHVW
Dungeon with their brother. 
)RURWKHUVWKHEUHDNZDVDERXWQHHGLQJWRFDOPGRZQ³,KDG
to stop after getting party-wiped out few times. And I always 
RSHQ DQRWKHU JDPH WKDW
V UHOD[LQJ OLNH $%=Ó´ 3
Taking some time out could also result in improved 
performance. While the impact of failure can be even more 
pronounced for those with less experience, some players 
used it as an opportunity to learn more and do better next 
time. As P5 explains in Darkest Dungeon: 
 ³Exiting the game and decompressing directly after a 
bad run was common, but I learned to plan better to 
DYRLGPDNLQJWKHVDPHPLVWDNHV´.  
Another strategy was to avoid parts of the game that had 
caused discomfort e.g., in Fallout 4, P33 giving a specific 
³area/mission a wide bertK´ WR DYRLG WKHDQ[LHW\ WKH\ KDG
experienced in a haunted house mission. In some instances, 
players decided to quit entirely, e.g., in relation to Papers, 
3OHDVH ³, gave up when a member of my in-game family 
died because I wasn't doing my job well enough. I have not 
played since´3 
Theme 7: Discomfort as contributing to a richer gameplay 
experience  
Despite the range of uncomfortable emotions that players 
reported across the three games, many also noted that their 
discomfort added to their overall experience. For example, in 
Fallout 4, one participant suggests that difficult choices and 
dark themes arH ³QDWXUDO LQ 0 UDWHG JDPHV´ 3 :LWK
Darkest Dungeon, participants considered stressful 
VLWXDWLRQV WR EH MXVW ³SDUW RI WKH H[SHULHQFH´ 3 HYHQ
ZULWLQJ D UHYLHZ ³SUDLVLQJ WKH JDPH IRU LQVSLULQJ WKHVH
emotions as it fits with a Lovecraftian theme and is difficult 
EXWIDLU´P10). 6LPLODUO\3UHSRUWVKRZPXFKWKH\³ORYH
JDPHVWKDWDUHOLNH>DQ@HPRWLRQUROOHUFRDVWHU´:LWKUHVSHFW
to Papers, PleaseRQHSDUWLFLSDQWVWDWHGWKH\ZHUH³LQDZHRI
the game and the developers for having made something that 
PDGH PH IHHO WKDW ZD\´ 3 'HVSLWH IHHOLQJ ³PRUH
distressed than I thought I would be over a few coloured 
SL[HOV´ WKH\ UHSRUWHG WKHLU GLVFRPIRUW ³PDGH PH ORYH WKH
JDPHHYHQPRUH´  
In the case of situations where discomfort clearly did not lead 
to a more rewarding experience, these tended to be ones 
where the players felt too overwhelmed or where players 
thought the game had been unfair. For instance, P35 decided 
WRTXLW'DUNHVW'XQJHRQDV³I didn't feel like playing what 
was ostensibly a more stressful roguelike´,QDGGLWLRQ3
felt rushed into making a decision about who to side with in 
a fight in Fallout 4, reporting that this reduced their 
³JDPHSOD\IXQ´,QDGGLWLRQWKHH[DPSOHVSURYLGHGDERYHLQ
relation to unwanted exposure indicated there are cases when 
players feel they have been pushed too far and start to 
question the intent of the designers.   
Theme 8: Discomfort as a catalyst for reflection on life, the 
universe and everything 
While the previous theme focused on the quality of the 
gameplay experience, players also appreciated how games 
were able to stimulate reflection on themselves and society. 
Discomfort may not always lead to reflection on such 
matters, but it is clear that some players appreciated how 
their experiences prompted thinking about wider issues 
beyond the game.  
)RUH[DPSOH3GHVFULEHVKRZ'DUNHVW'XQJHRQ³PDNHV
you question your own beliefs in what you think is moral, 
FRUUHFWDQGZKDWLVMXVWDJLYHQODZOLNHG\LQJ´,QUHODWLRQ
to Papers, Please, P67 questioned what their gameplay says 
DERXW WKHP DV D SHUVRQ ³>,@ ZRQGHUHG ZKHWKHU , FRXOG
EHFRPHVRFUXHOLQUHDOOLIHVRHDVLO\´. 
Some of this process stemmed from people making 
connections to aspects of their own lives. Particularly in 
Papers, Please, participants reported how the game got them 
WKLQNLQJ KRZ WKH\ PLJKW DFW XQGHU D ³VWURQJ RSSUHVVLYH
JRYHUQPHQW´3RUDERXWWKHLURZQFRXQWU\¶VLPPLJUDWLRQ
ODZVHJLQWHUPVRI³KRZVWUHVVIXOLWPXVWEHIRULPPLJUDQWV
looking to make a new start, who don't know all the 
ODE\ULQWKLQHUXOHVZKLFKWKHJRYHUQPHQWVHWVRXW´3,Q
another example, P42 discusses how finding out more about 
the backstory of a game villain in Fallout 4 led them to 
experience empathy as they were:  
³IRUFHG WR UHFRJQL]H KLV KXPDQLW\ DQG ZKDt terrible 
events created the man >«@>,@RIWHQWKRXJKWDERXWUHDO-
life villains, whether they be murderers, or alt-right 
nazis, and wondered what events shaped them into the 
KDWHIXOSHRSOHWKH\KDGEHFRPH´ 
The participant also spoke about how the incident prompted 
them to do further research into ³DUticles that link patriarchal 
structures and paternal abuse to things like membership in 
white supremacist organizations´:KLOHWKHJDPHPD\KDYH
intended for people to reflect on these topics, this particular 
interaction seems to have affected the player well after the 
game session ended. 
DISCUSSION 
A growing base of evidence indicates that negative 
emotional experiences are a common, and in some cases 
integral, component of what makes gameplay appealing. 
However, there has been little focus on negative experiences 
that cause discomfort to players, particularly in terms of the 
types of discomfort games can entail, how they are caused 
and how they impact overall engagement. Below we 
consider our findings in relation to three key questions that 
focus on the relationship between negative emotions and 
discomfort, how discomfort manifests in digital games, and 
how discomfort influences player engagement.   
How do negative emotions relate to discomfort? 
In contrast to prior work on emotionally moving moments 
[4] or emotional challenge in games [5], asking players to 
VKDUH µXQFRPIRUWDEOH¶ experiences led to responses that 
primarily focused on strong negative emotions that each 
game had elicited. It would seem that what differentiates a 
negative emotion from an uncomfortable one is (1) the 
intensity of the experience and (2) the fact that is does not 
co-occur with or immediately lead to a positive emotion. 
Thus, while discomfort may not always lead to a negative 
overall experience, in the moment of play, the primary 
emotional reaction is both intense and negative. 
There were some examples when discomfort did lead to a 
negative overall experience, such as players avoiding certain 
areas (e.g., P33), questioning the intent of designers (e.g., 
P25) or quitting the game entirely (e.g., P87). However, 
discomfort is a subjective experience [23], where not 
everyone had an intense response to a similar event. While 
some may have just experienced milder negative emotions, 
others also tried WRGLVWDQFHWKHPVHOYHVE\XVLQJWKHµLW¶VMXVW
DJDPH¶GHIHQVH[31]. 
How does discomfort manifest in digital games? 
Of the four methods that Benford and colleagues present [2] 
in relation to causing different forms of discomfort, the two 
most relevant to our findings relate to µcontrol¶ and µcultural 
themes¶. While previous work has examined interactions 
involving µvisceral discomfort¶ and µdiscomfort via 
intimacy¶ (e.g. Taphobos [8], Dark Room Sex Game [38] and 
Musical Embrace [38]), given our focus on single-player 
games played with standard controllers, it is not surprising 
that these forms of interaction did not feature prominently in 
our data set. That said, Benford et al. [2] suggest that one 
tactic for achieving discomfort via intimacy is to isolate 
people by leaving them alone in unfamiliar environments: 
³1RWRQO\LVLVRODWLRQGLVWXUELQJEXWLWDOVRQDWXUDOO\IRFXVHV
participants inwardly on their own feelings (self-LQWLPDF\´
[2, p. 2011]. From this point of view, all single-player games 
could be isolating in some way, but while players were 
clearly aware of their own feelings, none explicitly referred 
to feeling isolated or alone. Another technique Benford et al. 
propose for causing discomfort through intimacy is to 
µHPSOR\ VXUYHLOODQFH DQG YR\HXULVP¶ VRPHWKLQJ ZKLFK
most is relevant to the gameplay in Papers, Please. In 
particular, as indicated in unwanted exposure, this was 
reflected in the discomfort participants expressed at having 
to carry out full body scans of individuals which showed 
them either completely nude or in their underwear 
(depending on which version of the game they are playing).  
Other examples of unwanted exposure to disturbing themes 
appeared to be closer to cultural discomfort and the 
WHFKQLTXH RI µFRQIURQWLQJ SHRSOH ZLWK FKDllenging themes 
DQGGLIILFXOWGHFLVLRQV¶[2, p. 2009]. In this case, the themes 
involved sensitive topics such as sexual abuse and assault, 
where reactions range from feeling shocked and disturbed to 
experiencing disgust and nausea. In many instances, 
exposure alone seemed enough to cause discomfort, without 
requiring players to make decisions related to a particular 
theme. The examples in this theme were also the closest to 
those that were purely negative as they did not seem to be 
interpreted afterwards in a more positive light (e.g., in terms 
of enriching gameplay). In line with Jørgensen [23], it may 
be that positive experiences can result from encountering 
such themes (as in [5,21,31]), but when players are pushed 
too far and start to question why the designer has included 
them, there is a real risk of disengagement. 
Cultural discomfort also related to the theme of having great 
responsibility, but with limited power, depending on the 
context of the decisions that needed to be made. In particular, 
Papers, Please frequently involved situations where players 
DUHUHTXLUHGWR³WDNHPRUDOGHFLVLRQVDQGUHVROYHGLOHPPDV´
[2, p. 2010] when dealing with different people at the border. 
However, discomfort did not just stem from dealing with a 
difficult theme or froPEHLQJXQVXUHRIWKHµFRUUHFW¶FKRLFH
Players also experienced a lack of control in relation to what 
happens next ± although the game provides them with a 
choice, it is a limited one. As Jørgensen [22,23] suggests, 
complicity can play a role e.g., with respect to Darkest 
Dungeon and having to choose a character to sacrifice, but it 
WKLVLVDOVRDERXWIHHOLQJµIRUFHG¶LQWRPDNLQJWKHGHFLVLRQLQ
the first place [cf. 4].   
To a certain extent, the persistent pressure of uncertainty, 
ZKHQ WKLQJV GRQ¶W JR your way and the tragedy of loss all 
involve the player experiencing a lack of control. However, 
this LVOHVVWKHµVXUUHQGHULQJRIFRQWURO¶WKDW%HQIRUGHWDO[2] 
discuss, and more a battle to stay in control before losing it 
entirely. In the case of the persistent pressure of uncertainty, 
players can be trying very hard to stay on top of everything, 
but are essentially subject to whatever the game decides to 
the throw at them. Thus, players become uncomfortable 
EHFDXVHWKH\MXVWGRQ¶WNQRZZKDWLVJRLQJWo happen next, 
or if they will be able to cope. The use of horror tropes and 
sound design have long been known to cause fear and anxiety 
[33,37], and applied in Darkest Dungeon and Fallout 4 
created a suspenseful atmosphere, even though neither of 
these titles are typical survival horror games. In addition, 
randomization (whether in relation to enemy attacks, 
changing rules or the impact of mechanics) increased the 
experience of stress. As a result, this form of discomfort 
tended to result in fear and/or anxiety. Much of this relates 
to what Costikyan [13] UHIHUV WR DV µSHUIRUPDWLYH
XQFHUWDLQW\¶UHODWHGWRGLIILFXOW\± which may be particularly 
relevant for Darkest Dungeon) ± DQG µUDQGRPQHVV¶
Similarly, Power and colleagues [35] indicate players can 
experience uncertainty in numerous ways, including in 
relation to taking action (e.g., when players feel 
overwhelmed) and in terms of decision making (e.g., when 
they are not sure what option is better).  
While persistent pressure can make players feel 
uncomfortably stressed, this will give way to feelings such 
as frustration and foolishness when things do not go your way 
i.e., by this point, the player had almost certainly lost control 
of the situation. Thus, players also experience helplessness, 
self-doubt, and even sadness when their actions affect others 
in the game. Failure was not always about death, as it was 
also experienced when players felt they had made the wrong 
decision or not met a particular goal (e.g., being unable to 
buy crayons for \RXUVRQ¶VELUWKGD\$V-XXO>@GHVFULEHV
failure can be painful and made all the more so by the fact 
that when we fail in a game we only have ourselves to blame. 
That said, a few players tried to distance themselves by 
blaming the game for being unfair, as seen in [20,24,35]. The 
most common response however was to take a step back and 
try again. Thus, while failure created discomfort, player 
responses indicated that learning from overcoming failure 
could lead to a positive experience in the longer term 
[something echoed in 34]. 
Finally, with respect to the tragedy of loss, players became 
uncomfortable when a character (or number of characters) 
died in the game. The loss led to feelings of sadness and 
grief, where discomfort was exacerbated by strong 
attachments that had formed, and also led to guilt when 
players felt responsible for character death(s). Again, the 
findings overlap previous work but, in contrast to Bopp et al. 
[4] where players discussed the death of main characters in 
narrative rich games such as the Final Fantasy [G8] and Mass 
Effect [G3] series, the majority of experiences in this study 
involved the loss of characters that were somewhat limited 
in their description. Thus, randomly generated characters 
from Darkest Dungeon and the voice of a woman in Fallout 
4 pleading for help still led to intense reactions, due to the 
players themselves adding their own details about who these 
characters were and what they had gone through. Notably, 
Papers, Please players did not really refer to a sense of loss ± 
though family members could die under certain 
circumstances, their deaths were less common and did not 
generally seem to have the same effect, perhaps because their 
characterization was even more limited.  
How do uncomfortable experiences influence player 
engagement? 
After having experienced some form of discomfort, many 
participants expressed a clear need to process their 
uncomfortable experiences either through pausing the game, 
taking a break, or even just taking some time afterwards to 
deal with what they had gone through. With respect to 
uncomfortable interactions, Benford and colleagues 
KLJKOLJKW WKH ³FULWLFDO LPSRUWDQFH RI UHIOHFWLRQ DIWHUZDUGV
which provides opportunities to assimilate the experience of 
GLVFRPIRUW´[2, p.2011], though they also note this is an often 
neglected consideration. 
With respect to games, research around learning and 
gameplay [19] indicates having a break can later improve 
performance, particularly if taken as an opportunity to 
reflect. However, while research on negative emotions 
discusses how games resonate with individuals [4,18], the 
fact that it may be necessary for players to take some time 
out has not been considered. In extreme role-play 
experiences, aftercare is as an important part of the process, 
where players usually debrief together afterwards [31], 
though this is generally not available to players of digital 
games. Benford et al. [2] suggest that one of the benefits of 
GLVFRPIRUW LV µVRFLDOLW\¶ DQ RSSRUWXQLW\ WR VRFLDOO\ ERQd 
through the sharing of uncomfortable experience) but we 
only saw a few examples of people discussing their 
experiences with other people, either in person or online 
(perhaps due to our focus on single-player games). In 
addition, we also saw people choosing other ways to cope 
their discomfort e.g., writing up their experiences in a 
personal log or playing a relaxing game. 
The findings also provide further evidence that negative 
emotions, even primarily negative ones, can contribute to a 
richer gameplay experience. Despite their discomfort, 
players appreciated how games utilized punishing difficulty 
or incorporated difficult themes and decisions, in an effort to 
provide them with more varied forms of gameplay. In line 
ZLWK %HQIRUG HW DO¶V ZRUN [2], our findings illustrate that 
discomfort can lead to players appreciating games as 
FRPSOH[IRUPVRIµHQWHUWDLQPHQW¶ZKHUHWKH\ZHUHNHHQWR
praise designers for creating such experiences.  
In contrast, the final theme, where discomfort acted as a 
catalyst for reflecting on life, the universe and everything, is 
more concerned with µHQOLJKWHQPHQW¶ LH where players 
reflected on themselves and what they were capable of, or on 
wider societal issues. As with previous work, it is clear that 
uncomfortable experiences can lead to reflection [e.g., 
4,18,23]. However, while transformative reflection in games 
appears to be relatively rare [29], we did observe occasions 
where experiences led to significant changes in gameplay 
(e.g., P30 deciding to play through the game without killing 
Raiders) or in terms of understanding that extended beyond 
the game itself (e.g., P42 investigating how people to become 
murderers). Whitby and colleagues refer to these as 
examples of endo- and exo-transformative reflection 
respectively [38].  
Finally, while Benford et al. [2] focus primarily on the 
benefits of uncomfortable interactions, our findings do 
indicate that there are occasions when players do not 
experience anything beneficial as a result of their discomfort. 
As discussed earlier, we saw how individuals could 
disengage with game content or decide to quit playing 
entirely. These situations indicate discomfort can become 
overwhelming, and highlight the need to carefully consider 
how uncomfortable experiences are incorporated into the 
design of digital games.  
Limitations  
One of the limitations of online recruitment via channels 
such as reddit is that instead of a representative sample of 
those who play certain games, the sample may be more 
reflective of those who participate in online communities. 
Our sample also shows a clear bias towards male 
participants, and also towards players from Western 
countries. In addition, when the survey was advertised in 
some online spaces, there were players who expressed 
disbelief that digital games can produce uncomfortable or 
upsetting experiences and questioned the purpose of the 
research. Thus, our findings cannot be used to make any 
strong claims about how common or likely uncomfortable 
experiences are, only that they can result even when playing 
games that receive predominantly positive reviews.  
Future research and design considerations 
While the games included in our study differed in terms of 
genre and style, future work could examine a wider range of 
players and games, or perhaps look at titles that are more 
deliberately provocative (though clearly there are associated 
ethical considerations that would require consideration). 
Additionally, it may be useful to explore a broader range of 
more complex emotional experiences, such as love, intimacy 
etc. and how these may involve discomfort.  
The format of the study means that players were sharing 
retrospective accounts of uncomfortable experiences. Thus, 
there is additional scope to explore players reactions in situ, 
or immediately after an uncomfortable experience. Again, 
there would be significant ethical issues to consider if 
planning on deliberately trying to make players 
uncomfortable. To properly capture the impact of discomfort 
(e.g. after players have processed their emotions or reflected 
further on their experiences), a follow-up study would also 
be required, as it may even be the case that some experiences 
do not become uncomfortable until after players have had a 
chance to reflect on them. 
Another avenue for research would be to investigate 
particular causes. For instance, in relation to uncertainty, 
Power and colleagues [35] suggest it is more appropriate to 
consider it as a feeling engendered in the player, as opposed 
to an attribute of the game. The Player Uncertainty in Games 
Scale (PUGS) that they present could be a useful tool for 
assessing felt uncertainty and considering how it relates to 
discomfort and overall game experience.   
Based on our findings, we would suggest that game designers 
should consider ensuring that any discomfort is relatively 
short-lived, and to provide players with an opportunity to 
step back and process their experience. Benford et al. [2] 
discuss how to embed discomfort into an interaction (with 
reference to a five-act performance structure ± consisting of 
exposition, rising action, climax, falling action, and 
dénouement), but further research is required as it is unclear 
how applicable this approach is to the design of digital 
games, particularly ones that involve multiple hours of play. 
It may also be worth examining discomfort in games that are 
not so well received to see whether they deviate from the 
structure suggested or whether there are other reasons why 
players have an overall negative experience.  
CONCLUSION 
Despite the growing interest in more complex forms of 
player experience and creating games that involve difficult 
themes, there has been less of a focus on uncomfortable 
forms of experience in commercial games. Through our 
analysis, we provide a deeper understanding of how 
discomfort manifests in play and how it can impact overall 
engagement. Discomfort was found to result from 
experiencing uncertainty in high pressure environments; 
when things do not go as planned; being provided with 
responsibility but limited choices; experiencing the loss of an 
in-game character; and through unwanted exposure to 
disturbing themes. Many of these experiences resulted in 
strong negative reactions where players expressed feelings 
such as anxiety, frustration, feeling foolish, guilt, sadness, 
helplessness and disgust. To process these feelings, players 
required time and space. While there was a risk that 
discomfort could jeopardize their engagement, 
uncomfortable experiences generally facilitated richer forms 
of gameplay experience and could also lead to reflections on 
broader issues and concerns.  
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